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PREFACE 
With the transcription here presented of the "L'honnne 
arme" Mass of Penalosa, another of the Masses on the famous 
15th century tune is made available for appraisal, and, the 
writer hopes, for performance. This raises to twenty-one 
the number of 11 L'honnne arme" Masses or excerpts thereof that 
he has seen in modern notation out of some forty known to 
have been written during the 15th, 16th, and 17th centuries . 
The fact that so many of the great polyphonists employed 
the tune as the cantua for the main form of sacred music of 
the period would seem to speak strongly in its favor as a 
worthy vehicle for vocal polyphony; and yet, I have never 
heard any part of any of the 11 L'homme arme" Masses sung. 
This has seemed indeed strange to me. Surely with the 
large amount of research directed toward the origins of the 
tune and the reasons for its popularity as a cantua for the 
sacred Mass, someone would make the effort to have it heard. 
It would seem that in view of the caliber of the composers 
who used it, an excellent chance for a comparative program 
presenting "L'homme arme" Masses or portions thereof by 
different composers could be made use of by an enterprising 
conductor. At any rate, I hope this effort of mine will 
stimulate activity in that direction. 
iv 
Other than that, my object in presenting this 
transcription and the notes on it is twofold: to try to 
correlate Penalosa with the other writers of the Mass (for 
a bond no doubt existed between them), and to show that there 
were other composers in Spain in the 16th century besides Morales 
and Victoria. That should be enough said . On paper, at any 
rate, Penalosa is revealed as a composer of real technical 
skill and high imagination. Sixteenth century Spain had 
many others--men like Escobar and Anchieta and Guerrero, 
who also wrote a 11 L1homme arme 11 Mass which remains unpublished. 
Is hould like to pay tribute to the people who have 
helped and encouraged me in the completion of this work. 
First, of course, I am indebted to the Director of the Music 
Section of the Library of Barcelona, Sr. Felipe Mateu y Llopis, 
who sent me the microfilm of the Mass; .without it the work 
manifestly would be impossible . Indirectly, I should also 
like to pay tribute to his predecessor, Msgr . Higinio Angles, 
whose pioneering work in the field of the music of Spain 
has been my chief source of information. 
To Sylvia Kenney of Wilmington, Delaware, and to 
William R. Clendenin of the University of Iowa, I am grateful 
for sharing with me the fruits of their research bearing on 
the 11 L 1homme arm~" Masses in general . I owe a debt of 
gratitude to Joan Boucher and Roland Braithwaite of 
v 
Boston University for their help in transcribing the Mass. 
To Carolyn Harrigan of Boston I cannot repay the many hours 
of proofreading and typing; without her help this work would 
not be completed. To my major professor, Dr. Karl Geiringer, 
for his guidance and encouragement, and to the many people 
who have had faith in me, I am profoundly grateful--this has 
been a long time in coming to fruition. 
Ernest A. Carhart 
Boston, August 1955 . 
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CHAPTER I 
INTRODUCTORY REMARKS: THE CONTINUING QUEST 
The last few years have seen a great revival of 
interest in the music of the Renaissance. Works by Dufay, 
Busnois, Ockeghem, Obrecht, and Joaquin des Prez, to name 
but a few of the recognized masters of the 15th century, 
which, until a few decades ago, were virtually unheard, 
have been performed with increasing frequency by musical 
groups. Great strides have been made in the attempt to 
record these works, so that a far larger audience may have 
an opportunity to hear them. 
Along with the increased interest in the performance 
of Renaissance music has come an intensified amount of research 
about it. Masters' theses, doctoral dissertations, papers 
read before learned societies, and books on the subject, 
attest to the continuing fascination music of the period 
holds for scholars and would-be scholars. As Gustave Reese 
so aptly says in his monumental volume covering the period, 
"Much of the music dealt with in this book is still the 
subject of intensive investigation."1 
Perhaps no phase of Renaissance music has received 
more attention than the widespread use of secular song as a 
1Gustave Reese, Music in the Renaissance {New York: 
W. W. Norton & Company, Inc.,-r954) p. xlil. 
cantus fir.mus for many of the polyphonic Masses of the era. 
And certainly no secular tune has come down to us so widely 
used as the cantus for ~he sacred polyphonic Mass (nor, 
proportionately so rarely used as the cantus for a secular 
polyphonic setting) as the "L'honnne arme." 
According to Clendenin, a half-century of research 
2 
has produced a total of about .thirty-seven known polyphonic 
Masses based on the "L'honnne arme" tune which were written 
during the 15th, 16th, and 17th centuries. 2 As against these, 
only five secular polyphonic settings of the tune seem to 
survive. 3 At least eighteen of the Masses have been published, 
with possibly more soon to be forthcoming. Among the best 
known are those written by the five great 15th century masters 
mentioned earlier. 
The writer has examined to some extent all eighteen 
of those published, as well as the transcription of the two 
2william Ritchie Clendenin, "The Use of the French 
Chanson in some Polyphonic Masses by French and Netherlands 
Composers, 1450-1550t' (unpublished Doctoral dissertation, 
The State University of Iowa, Iowa City, 1952), Vol. I, p. 227. 
Clendenin models his list of 29 Masses by known composers 
and 8 by unknown, on a tabulation by Dr. Gombosi in Jacob 
Obrecht, pp. 47-48, with additions and corrections by 
Professor Oliver Strunk. If to the list compiled by Clendenin 
are added the Mass by Mouton, a second one by Pierre de lA Rue, 
and one by the Englishman, Robert Carver (aee the Index in 
Reese, £2· cit., p. 992,) of which Clendenin lists only the 
Kyrie, the m:iinber of known "L'hornme arme" Masses would be 40. 
3Ibid., Pp. 271-277. 
- -
3 
Masses of Morales made by Clendenin and his transcribed ex-
cerpts of the Brumel Mass . 4 The five-voice Mass of Morales 
has recently been published by Ang1~~ . 5 
Although composers of 11 L 1homme arme" Masses come from 
as diverse areas as the Low Countries, France, Germany, Spain, 
and Italy, only two of the Spanish Masses are among the eighteen 
published. One is by Vaqueras, who was a singer of the Papal 
Chapel in Rome from 1483 to 15076 and undoubtedly wrote his 
Mass in Rome. The manuscript of it is in the Sistine Chapel, 
Codex 64, according to Dr. Gombosi. 7 
Gombosi does not mention Pefialosa in his tabulation of 
the writers of the Mass . Indeed, the only other Spanish writer 
he names is Morales. Morales' five-voice Mass had three 
publications in Venice, and one each in Rome and Lyon during 
8 the 16th century. 
4Ibid., Vol. II and Vol. I, p. 363. 
5Higinio Angles, Crist6bal Morales, )p{ra Omnia, 
Volumen I, Missarum Liber Primus (Roma 1544 Rome, Consejo 
Superior-de Investigaciones Cientificas;-Tnstituto Espanol 
de Musicolog!a, 1952. Vol. XI of Monumentos de la Musica 
Espanola, ed. Higinio Angles. 12 vols., 1941-T; pp. 193-237. 
6Gustave Reese, ££• cit., p. 136. 
7otto Jogannes Gombosi, Jacob Obrecht (Leipzig: 
Breitkopf und Hartel, 1925 ) pp. 47-48. 
8Angl~s, ££• cit., p. 69. 
4 
It would seem that in his search among the repositories o~ 
musical treasures in Europe, Gombosi largely neglected those 
o~ Spain, although three references to a manuscript in Barcelona 
are made in his list. Not even such a thorough work as Gustave 
Reese's aforementioned book speaks of Penalosa's Mass. 
However, in the first volume, dealing with sacred 
polyphony, of Msgr. Higinio Angles' La Musica ~ la Corte de 
los Reyes Cat6licos , under the chapter listing the music manu-
scripts preserved in the court of the Catholic kings, the "Missa 
de L 1ome arme" of Penalosa is shown as being in the archives of 
9 the Cathedral of Tarazona. 
Neither this Mass, nor that of Guerrero on the same 
theme, have been adequately described or reproduced in modern 
notation, so far as the knowledge of the writer goes. In 
general, Spanish music of the period which did not find its 
way into France or Italy is much less known than that of the 
rest of the continent, and relatively few Spanish scholars have 
devoted extensive research to it. It must be stated that this 
situation is being corrected and that the Government is now 
taking an active part in publishing the works of its best 
composers. With the issue of each new volume of the Monumentos 
~ la Musica Espanola that takes place, a substantial fund of 
knowledge is made available on Spanish music. 
9Hig1nio Angl6s, La Musica ~ la Corte ~ los Reyes 
Cat611cos , (Madrid, Consejo Super~or de Investigaciones 
Cient!ficas, Instituto Diego Velasquez, 1941), Vol. I of 
Monumentos de la Musica Espanola, p. 124. 
It was the quest ror rurther knowledge that prompted 
the writer to communicate with the Director or the Music 
Section of the Central Library in Barcelona, requesting 
inrormation on hitherto unpublished Spanish masses on the 
11 L'homme arme" tune. The result was the receipt of two 
unpublished Masses on microrilm, one or which proved to be 
a copy of the Mass by Busnois. The other was the "L'homme 
arm~" Mass of Francisco de Penalosa. 
5 
This was something new; something as yet untouched in 
a discussion of this kind. So far as the writer knows, the 
manuscript of this Mass has never been published nor a 
transcription or it made in modern notation. It is the 
writer's purpose to make such a transcriptio~--one that can 
be used for performance by present-day singers. Such an 
undertaking may very well prove to be a worthwhile achievement, 
rrom a musical no less than r rom an academic standpoint. It 
is to be hoped that interest may thereby be aroused in the 
rich and as yet largely untapped musical resources or Spain, 
particularly its sacred polyphony. 
In addition, the writer proposes to compare this work 
of Peii'alosa with other 11 L 1homme arme" Masses, in an endeavor 
to show traits it has in common with them and also traits that 
are peculiar to itself. These will be taken up largely in the 
chapters dealing with the treatment of the cantus and with the 
stylistic analysis of the voices. An effort will be made to 
correlate Penalosa himself with other writers of the Mass--
6 
practically none of whom, that is of his contemporaries, were 
Spaniards--to see where he fits into the picture. 
For biographical and historical data concerning the 
background of Penalosa's career, the writer has had to rely 
heavily on the fruits of one scholar's efforts . Most of it 
will be found in the volume entitled La Musica ~ la Corte de 
/ los Reyes Catolicos , edited by the eminent Spanish musicologist, 
Higinio Angles. It constitutes the first volume of the appro-
priately named Monumentos de la Musica Espanola--Monuments of 
the Spanish Music . This is a growing work, making available 
to the world the hitherto unknown musical treasures that lay 
collecting dust in the libraries of Spain. 
CHAPTER II 
HISTORICAL BACKGROUND OF THE MUSIC IN SPAIN 
~ 
DURING THE TIME OF PENALOSA 
As was intimated in the first chapter, until recently 
there has been little real knowledge of the music of Spain 
prior to the late 15th century. This is especially true of 
the polyphonic music, which actually goes back to the 12th 
century or before. Gevaert went so far as to conclude that 
Spain did not practice polyphony before the 16th century. 1 
Later, both van der Straeten and Ambros confirmed this idea. 2 
Higinio Angl6s lays the blame for this and many other 
misconceptions about Spanish music not on the foreign writers, 
but on the apathy of the Spaniards themselves towards their 
musical past. To correct the widespread ignorance about 
Spanish music of the past, and to preserve what remains of 
the truly rich heritage of this art, Angles has dedicated the 
best of his life and energy since 1917, when the Central 
Library of Barcelona created the Section of Music at the 
lF.A. Gevaert, "Rapport sur la situation de la musique 
en Espagne," Bulletin de l'Academie Royale de Belfique, XIX, 
No. 1 (1851), as quoteg in Higinio Angl6s, La Mus ca ~ la 
Corte de los Reyes Catolicos, p. 9. 
2 I Angles, ££• cit., p. 9. 
8 
urging of Felipe Pedrell, another of the few great musical 
scholars of Spain. Angl~s was placed in charge of the Section 
and launched into the monumental task of producing the 
Monumentos de la Musica Espanola, which proposes to publish 
the great Spanish musical works from the 15th c entury to the 
end of the 18th. 3 
To begin with, the musical culture of Spain from the 
13th century, and especially from the 14th century on, must 
be sought more in the royal courts than in the cathedrals. For 
each court had its own chapel and its adjunct of singers and 
court musicians. In the 15th century, far from declining in 
numbers, there was a flowering of new musical centers in the 
Royal House of Navarre and especially that of Naples and Sicily 
under Alphonse V, the 11 Magnanimous. 114 This was to serve in 
years to come as a steady and increasing source of cultural 
influence in Spain. 5 
Alphonse in 1420 is recorded as sending his singer 
Pedro Sabater to Rome to bring the best singers he could 
procure, and especially tenoristas for his chapel in Arag6n. 
3 Ibid., pp.lO and 6. 
4Ibid. 
5Reese, ££• cit., p.576. 
9 
He wanted to create a chapel in the style of the Pontifical 
one in Rome at his palace in Barcelona. Since the majority 
of the Pontifical singers at that time were German, French, 
or Flemish, we can see the cosmopolitan influences at work 
on the music of Italy as well as Spain. In return, in 1443, 
when Alphonse was proclaimed king of Naples, he was surrounded 
by Castilian and Catalonian nobles in his new court. 
Presumably, their interest in their native art and music 
made itself felt in the new court. The court flourished 
after his death in 1458, and in 1474 or 1476 the great Flemish 
theorist, Tinctoris, entered the service of his son, Ferdinand I, 
and remained with him until nearly 1501. 
Ferdinand sent Tinctoris to France and other places in 
search of musicians for his court. Tinctoris very likely also 
was at the Papal Chapel during the Pontificate of Alexander VI, 
while various Spanish singers were there. He mentions in his 
writings Dunstable, Dufay, Binchois, Busnois, Ockeghem, Obrecht, 
and others. It is almost certain that the sacred and secular 
polyphony of these composers must have been known and practiced 
in the Chapel of the Court of the Catholic kings (Ferdinand 
and Isabella). 6 
What was true in Naples was also true in Arag6n. 
During the 14th and 15thcenturies, the kings of Aragon 
brought in the best singers of Flanders, France, and Germany 
to their chapels. 
10 
Especially did they welcome the singers from the Papal Court 
at Avignon. 7 As Reese rightly points out, the strongest 
outside influence on Spanish music in the 15th century was 
the French. This was probably due to the Papal Court and the 
family ties between the reigning houses of France and Aragon. 
Franco-Flemish composers, notably Agricola and La Rue, made 
trips to Spain and the Master, Ockeghem, traveled in Spain 
in 1469 and 1470 while under the service of the French king. 8 
And the importation of foreign singers characteristic of the 
court of Aragon probably applied as well to that of Castile. 
But during the reign of the Catholic kings of Spain 
this was not true. There was never a foreign singer or 
organist found among those of the Catholic Kings' Chapel. 
They were the first to concern themselves with a purely 
national chapel. 9 
Until recently, it was thought that the repertoire 
of the Castilian songs of the end of the 15th and the beginning 
of the 16th centuries was an authentic, almost spontaneous 
creation of the court of Isabella the Catholic. 
7 Ibid., p.55. 
8 Reese, pp.580,118. 
9 / Angles, ££• cit., p.55. 
11 
Riemann thought from their style that many of the compositions 
in Barbieri's Cancionero de Palacio (containing the polyphonic 
songs in the Castilian court repertoire) were of the epoch 
of Ockeghem and that others, especially the anonymous ones, 
were of the epoch of Dufay. 10 According to Angles, the known 
composers of the amorous or religious polyphonic repertoire 
11 
were generally musicians and singers of her court, although 
Dufay and Ockeghem were well known. 
One of the facts generally overlooked regarding the 
musicians of the court of the Catholic kings is that two 
royal chapels continued flourishing during the life of 
Isabella--the Aragonese Court Chapel and the Castilian 
Royal House Chapel, each with its proper record of documents. 
The documents in the former were generally written in Catalon-
ian, while those in the latter were in the tongue of Castile. 
Thus it was that students of the period thought all documents 
were to be found in the Archives of Simancas, and neglected 
to consult the archives in the chancellory of Arag6n. Both 
chapels had a completely independent life until the death of 
Isabella in 1504. On her death, King Ferdinand chose the best 
1°Hugo Riemann, Handbuch ~ Musikgeschichte, II, I 
(Leipzig: 1920) pp. 282 ff. 
11Angles, 2£· cit., p. 12. 
12 
musicians of her court and joined them to his, thus creating 
for the first time the Chapel of the Royal Court of Spain. 12 
Practically all composers of sacred and secular 
polyphony were in the courts. A few were in cathedrals, 
like Pedro de Escobar in Seville, and Juan Aldomar in the 
Cathedral of Barcelona (although he also served in King 
Ferdinand's court). Escobar maintained close ties with the 
court musicians. 13 
The Spanish monarchs always had a special interest in 
seeing that the religious music of their chapel should be the 
most worthy possible for the "honor and glory of God." Isabella 
and Ferdinand loved music profoundly and put sacred music in 
first place. Instrumental musicians were never a part of the 
personnel of the palace; but they often took part in the 
performance of religious music of the Royal Chapel and at times 
14 they played purely instrumental music in the chapel. 
Little of the national polyphonic religious music is 
preserved from before the time of the Catholic Kings, but we 
know that Spanish musicians knew and performed the repertoire 
of the Franco-Flemish school of Dufay-Binchois. 
12Ibid. 
13Ibid., p. 13. 
14Ibid., p. 51. 
13 
Of the sacred music produced during the time of the Catholic 
Kings, a good part is preserved . Among the most distinguished 
composers of the time may be mentioned Juan de Anchieta, 
15 Pedro ( ?) de Escobar, Johm nes Urrede (Spanish spelling 
of the Flemish name Wreede ), Alfonso de Alva (or Alba), ~uixada , 
Francisco de Penalosa, Alonso de Mondejar, and Alfonso 
Fernando de Tordesillas. The oldest of the epoch was Juan 
de Cornago of the Royal Chapel of Naples, wh~in 1475 we find 
in the Court of Ferdinand. Masses of three and four voices, 
Motets, Psalms, and other forms of sacred polyphony make up 
the repertoire. 
It is curious that while the polyphonic secular song 
was in general typically national, the sacred music in both 
form and technique often found its inspiration in the florid 
contrapuntal technique of the Netherlanders. For some reason, 
this was especially true of the Kyrie, Sanct us , and Agnus 
sections of the Mass. The Gloria and Credo, on the other hand, 
were treated less floridly, and took on a manner that developed 
into a typically Spanish style . 
15The element of doubt is introduced in the fact that 
a contemporary Crist6bal de Escobar, who wr ote a musical 
treatise on plainsong, may have been a composer. Many 
compositions are ascribed simply to "Escobar . " See Ibid. , 
p. 7, and Reese, 2£· cit., p . 579. ----
14 
Though from Morales on Spanish religious polyphony 
was impregnated with an unequivocal seal of profound mysti-
cism, there never was much tendency to use secular canti 
fermi for the Masses and Motets. But though composers 
generally used Gregorian melodies as their canti even in the 
15th century, it is a mistake to suppose that the later 
mysticism was already a tradition. We do find several cases 
of the use of secular canti. 
Among those who used it are Escobar, who wrote a four-
voice Motet on "Adieu mes amours", and Penalosa, who wrote 
four-voice Masses on the same "Adieu mes amours", and on 
"Por lamar," 11 Mis s a del ojo," "Nunca fue pena mayor," and 
the object of our study, 11 L 1 ome arme." We find that Morales 
did not disdain to w rite two Masses on this last, and even 
the supremely pious Guerrero wrote a "L'homme arme" Mass. 
That the two royal Chapels of Ferdinand and Isabella 
were not inconsequential is shown by the fact that Isabella 
had sixteen to twenty-four singers, to which were added 
fifteen to twenty-five "mogos de capilla" (choir-boys). 
She also had one or two organists, usually, and at certain 
periods as many as three at one time. Ferdinand had twelve 
singers in 1476, fourteen in 1491, thirty-two in 1508, and 
forty-one in 1515 (the two latter figures embracing the com-
bined Chapels of Castile and Arag6n), not counting the boys. 
15 
The number compares favorably with that of the Papal Chapel 
and the ducal court in Burgundy, as well as the Cathedral at 
Cambrai--the most celebrated Chapels of the day. 16 
What happened to the Chap el upon the death of King 
Ferdinand in 1516? Apparently, nobody paid much attention 
to the singers or the instrumentalists attached to it until 
March 26, 1517, when Ca rdinal Cisne ros, acting as regent or 
the kingdom, ordered the back payments be made to the instrumen-
talists who remained in the service of the Royal House of Castile. 
Thus, the instrumentalists ~oined to the court of Dona Juana 
(widow of Philip the Handsome) and her son, Charles V, when he 
came from the Low Countries to . take over the Spanish reign in 
1517, were the same as those in the service of Ferdinand. 17 
But the Chapel itself seems to have largely disinte-
grated. Charles V brought his own Flemish Chapel with him 
when he came to Spain, and it traveled with him as he went 
from place to place. Actually, this wa s a continuation of the 
old Burgundian chapel. 
16Angl~s, ££• £1i., pp. 52-54. 
17Angles, La Musica en la Corte de Carlos V (Barcelona, 
Consejo Superior de Investigaciones Cientificas, Instituto 
Espanol de Musicolog!a, 1944. Vol. II of Monumentos de la 
Musica Espanola) p. 5. 
16 
It was called the capilla flamenca and was never regarded 
as Spanish by the people of Spain. Nor was the one that 
Philip the Handsome had introduced in 1504 when he briefly 
became king of Castile. At his death in 1506, most of the 
singers returned to their native country. 
It would appear that what remained of the Royal Chapel 
ceased to exist with the arrival of the capilla flamenca of 
Charles V. But Angles maintains that a Spanish Chapel continued 
to exist under Charles V. It was assigned to his wife 
Empress Isabel of Portugal. And rather than dissolve it, 
upon her death in 1539, Charles decreed that it continue 
partly in the new Chapel built for his daughters, Maria and 
Juana, and partly in that of his son, Philip rr. 18 There is 
doubt, however, that polyphony was sung in the Chapel of 
Empress Isabel. 
Thus, we see the influx of singers from the Low Countries 
and others into Spain, up to the time of the Catholic Kings. 
(Their reign covers roughly the years from 1474 to 1516 and is 
known as "el siglo de oro"--the golden age). 19 We see the native 
singers and composers take over during their reign, and then an 
importation of the Flemish singers again during the reign of 
Charles V. 
Meanwhile, Spanish singers and composers were gaining an 
international reputation in the courts and chapels outside Spain, 
notably in the Papal Chapel itself. 
18Angles, Ibid., p. 1. 
19 --Reese, QE• cit., p. 578. 
CHAPTER III 
FRANCISCO DE PENALOSA 
The information we have on the facts of Francisco de 
Penalosa's life is very incpmplete. His biography, as 
Angles says, is still to be written. Don Hilari6n Eslava 
said he was born toward 1470, but gave no proof of the d ate 
or p lace.1 The reason is undoubtedly that t he re is no record 
of him in the Arch ives of the Royal House of Castile, which 
are at Simanca~. 
Barbieri feels that though Penalosa enjoyed great 
fame in his day, perhaps he was received in the palace only 
after the death of Isabella the Catholic in 1504. This 
conjecture is strengthened by the fact that more works of 
Penalosa are to be found in the Archives of the Cathedral of 
Tarazona than anywhere else in Spain. In Toledo, only ten of 
his Motets are preserved, of which Eslava published six in 
the Lira Sacro-hispana, and there are none in the Royal Chapel 
inventories. 2 Toledo also lists three Magnificats. 3 
lFrancisco Asenjo Barbieri, Cancionero Musical de 
los Siglos XV z XVI (Madrid: Real Academia de Bellas Artes 
de San Fernando, 1890), p. 41. 
2 Ib1d. 
3Ang1es: La Musica ~ la Corte de los Reyes Cat61icos, 
p. 113. 
18 
The approximate date of 1470 as that of his birth is 
confirmed by Higinio Angles, since Penalos a was made a singer 
of King Ferdinand's Aragonese Chapel in 1498. (It is possible 
that Barbieri was unaware of the existence of two royal chapels 
during Queen Isabella's reignJ In Ferdinand's chancellory 
there were a number of documents on Penalosa, (spelled Penyalosa 
in the Aragonese chancellory, as well as in various musical 
codices). According to these, he was a native of Talavero 
(Talavera), probably Talavera de la Reina (Toledo). From 
Seville records, he was the son of Pedro D!az de Segovia. 4 
He joined the Aragonese Court Chapel as a singer on 
May 11, 1498, and his name continued on the roster until 1516, 
although in 1511 he went to lead the Chapel as maestro de 
capilla of the Infante don Fernando de Aragon, grandson of 
King Ferdinand and brother of Charles V. In 1506, he was 
named canon of Seville, but another filled his place because 
of his absence, despite Penalosa's protest. However, on 
January 3, 1513, his n~e is listed as canon of Seville. 
King Ferdinand always manifested a special affection 
for him, and on March 7, 1513, a letter of his was read in 
which he begged and commanded the hours to be given to 
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Canon Penalosa "su capellan y maestro de capilla del 
Magnifico Sr. D. Fernando su nieto, hijo del Seren!simo 
Rey D. Felipe y de la Reina dona Juana, nuestra senora115 
( 11his chaplain and the chapelmaster of the magnificent 
Don Ferdinand, his grandson, son of the most serene king, 
Don Philip, (the Handsom~ and of Queen Dona Juana, our Lady"). 
About 1516 or possibly before, Penalosa went to Italy. 
He was mentioned in a letter by Pope Leo X on November 4, 1517, 
as being a singer of the pontifical Chapel and this was 
confirmed by another in May, 1518. But his name does not 
figure on the list of the pontifical singers. The Pope 
thought highly of him and of his artistic merit. 
The date of his return to Spain is uncertain. Reese 
says he returned by 1525, and died at Seville in 1528. 6 
Although the year 1528 is the date of death set by the most 
recent scholar consulted, this writer has failed to secure 
any verification for it. Eslava set the date at 1535, and 
Barbieri felt he erred on the side of making it too early. 
He based his contention on an early book of Bachiller Crist6bal 
de Villalon, entitled Ingeniosa comparacion entre lo antiguo 
z_!2 moderno (Valladolid 1539) in which he mourns the recent 
5Ibid. 
6Reese, ££• cit., p. 580. 
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death of Penalosa and eulogizes his art in the following 
glowing words: "Muy poco ha que murio aquel famoso varon 
D. Francisco de Pefialosa, maestro de capilla del Cat6lico 
Rey. D. Fernando, el cual en la musica de arte y voz excedi6 
a Apolo, su inventor." {"Very recently died that famous man, 
Don Francisco de Penalosa, Chapelmaster of the Catholic King 
Don Ferdinand, Who in music of art and voice surpassed Apollo, 
its inventor.") 7 
Barbieri was inclined to give credence to Villalon 
rather than to Eslava since the former was a contemporary and 
possibly a friend of Penalosa. He therefore sets the date at 
nearer 1539 and the probable place in Valladolid or nearby 
where Villal6n wrote. 8 
As to Penalosa's sojourn to Italy, whether he went 
because of the lure of the high form of art there, or because 
of the pressure of the Netherland influence with the coming 
of Charles V and his capilla flamenca to Spain, or whether 
he was simply left without means of support on the death of 
King Ferdinand in 1516, is difficult to say. At any rate, 
he no doubt profited greatly by his association with the 
highly-trained musicians of the Papal Court and was able to 
adapt some of their techniques to his own work. 
7Barbieri, £2· cit., p. 41. 
8Ibid. 
21 
He was one of the most technically competent musicians of 
the Spanish school of his age. He knew how to fuse the 
national spirit of the nascent Spanish~ cappella polyphony 
with the Netherlandish style, and turned out skillfully 
wrought sacred and secular works which survive today. 
As stated before, a greater number of these are 
preserved in the Archives of the Cathedral of Tarazona than 
9 
anywhere else. Naturally, these are sacred compositions. 
A check of those ascribed to Penalosa yields four hymns, six 
Magnificats for four voices, three Lamentations for four 
voices, twenty Motets for three voices, and six Masses for 
four voices, with another Mass ascribed to Escobar and 
- 10 Penalosa. Of the Masses, five are constructed on a secular 
cantus firmus. The transcription of the "L'homme arm~" Mass 
which is to follow was made from a microfilm of this 
collection. (Both the reproduction of the manuscript and the 
transcription will be found in the Appendix.) 
9Most of Pefialosa's secular works are in the Royal 
Library in Madrid in the collection which constitutes the 
Cancionero Musical de Palacio edited by F.A. Barbieri in 
1890 ("Cancionero Barbieri"). See Angles: La Musica ~.!!; 
Corte de los Reyes Cat6licos, pp. 95-103. 
lOAngles: 
pp. 122-123. 
I La Musica ~ la Corte de los Reyes Catolicos, 
CHAPTER IV 
- I THE TRANSCRIPTION OF PENALOSA'S "L'HOMME ARME" MASS 
The problems that confront an editor in making a 
transcription suitable for present-day performance from a 
late 15th or an early 16th century manuscript are not 
generally appreciated until the task is personally undertaken. 
In the case of the music, not only must the transcriber 
assemble the various voices together in proper vertical 
alignment from different sections of pages without the aid 
of bar lines, but he must also decide whether certain 
unlikely looking notes are in effect notes or possible 
mistakes or slips of the pen. Added to this is the confusion 
caused by defective manuscripts where notes are blurred or 
missing, or where they show through from the other side of 
the page . A glance at some of the reproductions of the 
manuscripts will demonstrate this feature. (See, for example, 
Plates IV and v, where altus of Kyrie and superius of Gloria 
are on opposite sides.of the sheet.) This is magnified when 
the transcriber is forced to work from a duplication of a 
duplication of a microfilm of the original manuscript. 
In these cases, of course, one has to be guided by 
the harmonic results produced by aligning a doubtful voice 
against the others. And this involves an acquaintance with 
the general practice of the time regarding the treatment of 
consonance and dissonance, as well as the individual 
characteristics of the composer concerned in this respect. 
Sometimes, the final note of a section of' a movement is a 
clue, and one can work backwards from the supposed final 
chord, unmusical though this practice might be. But in 
Penalosa, as in other composers, the voices do not always 
strike their final note simultaneously; usually, in four-
voice sections, at least one voice strikes the final note 
after the others. Conceivably, one might shift a section of 
one voice to the right or to the left a certain distance and 
still retain enough consonances on the strong beats to make 
the whole effect plausible. 
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This possibility is not so likely in Penalosa's music, 
however, as it is in some of the music of the preceding 
century, due to the relative freedom from repetitiousness 
and from rhythmic complexities in his work. Indeed, some of 
the music of his contemporaries, including that of his own 
countryman, Vaqueras, is vastly more difficult to put together, 
let alone sing, because of its tricky rhythms. Apparently, 
Vaqueras was under the influence of the Franco-Flemish 
composers with whom he associated; his 11 L'homme arme" Mass, 
at least, displays a tendency towards the florid melodies and 
complex rhythms they loved so well. Though Penalosa's Mass 
abounds in syncopated effects, it is practically free of the 
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off-beat triple rhythms found in Vaqueras' Mass: 
3 : d J j : -~ J )' .. F;l J : 
Ll • f 
, . 0- 0 
On the whole, the condition of the manuscript of the 
Penalosa Mass is good . The hardest portions to read are those 
in the upper outside corners which probably were not properly 
brought into view during the microfilming process. Ink show-
ing through from the opposite side of the page and blurring 
add to the difficulties in these areas, but the writer is 
reasonably convinced that the notes in the transcription 
are correct. 
In converting this example of early 16th century 
polyphonic music into notation for present-day singers, the 
writer has tried to be guided by what would render it least 
difficult for an average choir . The two upper voices have 
been written in the treble clef although the altus (or 
contratenor) lies below the staff in considerable part. Since 
most modern editions employ the treble clef for the tenor 
voice as well, this has also been used with the numeral "8" 
added below to indicate the lower octave . The bass clef has 
been used throughout for the bass line. 
The problem of bar lines is always present when dealing 
with polyphonic music of the 15th or 16th century. It is almost 
impossible to get away from the feeling of accent implied by 
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the bar line . Yet to leave out the bars would probably 
render the performance of the music by a choir even more 
difficult. Various methods have been tried by different 
editors . None have been wholly satisfactory . Plamenac tries 
to compromise between making the score easier to read and 
avoiding undue metric implications by using dotted bar lines 
drawn through the staves.1 This method could be used, but 
in the opinion of the writer it does not eliminate the feel-
ing of accent after the line . So the solid bar lines have 
been used, though it is regretfully admitted that they do 
imply an incorrect feeling of accent to a modern choir . 
The measures thus formed have been numbered consecutively 
in each movement . This will make it easier to refer to 
various sections of the Mass in the analysis that is to 
follow. 
An examination of the time signatures used throughout 
the Mass reveals the following: 0 1 f 1 C 2.1 </=:J, and a 3 
standing alone after a f section . The 0 of course indicates 
tempus perfectum , in which the brevis (c ) equals three of 
the semibreves (o) . In the transcription, the l time 
signature has been used to indicate this triple time . 
1 Dragan Plamenac (ed . ), Johannes Ockeghem: Collected 
Works, Vol . II : Masses and Mass Sections IX - XVI , (Published 
for the American Musicological Society, New York: Columbia 
University Press, 19~7) p .xiv . 
This is not the place to go into a discussion of the 
mensural notation used during the Renaissance. The subject 
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is treated exhaustively in the chapters on Mensuration, 
Coloration and Proportions in Apel's book on notation before 
1600, which formed the basis for determining the length of 
2 
notes used in the transcription. Suffice it to say for the 
present that the whole system rests on the principle of the 
tactus , a fixed unit of time which recurs regularly like a 
steady pulse in moderately slow speed (about M.M.50-60).3 
In perfect (0 ) or imperfect (c ) time, this tactus is normally 
represented by the semibreve (o ). Where the time is doubled 
in speed as in alla breve (f ), the tactus is represented by 
the breve (o ). The tactus is indicated in each section of 
the Mass as an aid in setting the tempo. 
The fact that 4 became the almost universal time signa-
ture during the 16th century and that there are evidences 
that lead one to believe that it did not indicate a tempo 
4 twice as fast as c , seemed to imply that the f and CL used 
in this Mass were two different tempi. However, the 
2Willi Apel , The Notation of 
(fourth edition; Cambridge, Mass.: 
America, 1949), pp. 96-195 . 
3Ibid., pp. 146-147. 
4
see Ibid., pp. 192-193. 
Polyphonic Music 900-1600 
The Mediaeval Academy of 
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simultaneous use of both signatures in different voices in 
other Masses of Penalosa lead the writer to believe they are 
the same. In both, the tact us is represented by 11 t:-o . 11 
The reason that t:::o here instead of t = t1 , is that all 
of the notes have been reduced to half their original value, 
as they should be. The brevis, which in the 13th century 
was the short note as against the longa (9 ), successively 
grew in time duration as shorter notes were added, until 
today it is our longest note. During the period from about 
1450 to 1600 it had roughly the time duration of our semi-
brevis in moderate time.5 For the same reason, in the 
sections in perfect time (o , reproduced by l in the tran-
scription) the tactus is represented by 11 t":d. 11 
As Apel indicates in his chapter on Proportions, the f3 
(see the end of the Gloria of the manuscript copy, Plate VI) 
does not indicate proportio sextupla (a tripling of the double 
time), but rather proportio tripla (a modification or 
6 
cancellation of the double time by the triple). The same 
holds for the 3 standing alone after a CL (two-thirds of the 
way through the Credo, Plate VIII). In each case, the new 
tempo is indicated by 11 0=0;11 
5Ibid., Footnote, p. 97. 
6Ibid., p. 157. 
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Ligatures are represented in the transcription by 
means of horizontal brackets(~). Coloration, which has 
the effect of introducing triplets in common time or duplets 
in triple time, is sparingly used by Penalosa when compared 
to his contemporaries (see the black breves and semibreves 
in each voice of the first page of the Gloria in the 
manuscript copy, Plate VII). It is indicated in the tran-
scription by broken horizontal brackets ( r- -,). 
Accidentals are non-existent in the manuscript. When 
added above the note they indicate that in the writer's 
opinion the note was sung that way. They have been used as 
sparingly as possible and for the most part are limited to 
the leading tone in a cadence. The double leading tone 
cadence was probably not used in Penalosa's day, even though 
chords produced without it would include the tritone. 
No transposition has been made of any section of the 
Mass, though as stated, the alto voice lies rather low on 
the staff. The extreme voice range between high and low 
voices was still rather limited in Penalosa's day, and any 
raising of the pitch would carry the bass line too high for 
performance, not to mention the tenor, which already has 
practically the same tessitura as the alto. A natural 
problem of performance is posed here, since the female voices 
normally assigned to the alto in modern choirs would have 
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difficulty negotiating the low F's and even E's encountered 
on occasion (Agnus Dei, measure 136). But rather than destroy 
the voice line by transferring it to the tenor, the writer 
has left it intact. Some choirs would need to make a sub-
stitution of voices at such places. 
By far the most di:r:ricul t task o:r the editor is the 
underlaying of the text. Even where the music is practically 
syllabic as in most of the Gloria and Credo, one hesitates 
to state unequivocally that his disposition of the text is 
authentic. There is also the matter of the purely vocal 
character of the work, which iB the present instance seems 
undoubtedly so because of the wealth o:r words under the notes 
in all voices. 
An examination of a number of similar works, and an 
inquiry into the practice of the day imparted by contemporary 
theorists can prove fruitful in solving the problem o:r text 
underlaying, but with all the rules and regulations available 
as a guide, the final disposition is, the writer :reels, still 
largely a subjective matter. 
It should be stated that the absence of a text in 
certain passages, particularly in the Kyrie, Sanctus, and 
Agnus Dei, does not always mean that the passage is intended 
to be per:rormed without words. Plamenac points this out in 
his criticism of those who confine themselves in their 
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transcriptions to the text as found in the sources as being 
7 the only "scientifically correct" one. And Higinio Angles 
adds that it is known that the composers left a margin of 
freedom to the singers so that they could display their 
vocal faculties in the fine diction of the text and the 
8 
musical phraseology. 
Since there is no guide available on the tradition and 
common practice in vogue in 16th century Spain on how singers 
disposed the text of, say, the Kyrie towards the wealth of 
notes to be covered by a few syllables, editors have had to 
rely on the tradition of other European nations. In this 
connection, the writer has found the directions of Zarlino, 
(1517-1590) famous theorist and contemporary of Palestrina, 
in applying the text to the notes, helpful. These may be 
9 
summarized as follows: 
1. One syllable to one musical figure (note or ligature). 
2. Not more than one syllable, and that at the beginning, 
to be adapted to each ligature . 
3. No syllable to a dot after a figure, although this 
is sung. 
4. Syllables not generally placed under semiminims 
[8th notes. in the transcription] or shorter figures, nor 
under the figure immediately following. 
7Plamenac, 2£• cit., p. xiv. 
8 I / Angles, La Musica ~ la Corte ~ los Reyes Cat6licos, 
p. 138. 
9 
Giuseffe Zarlino: "From the Institution! armonische [1558], 
Book Four, 33: The Procedure to be Followed in Placing the 
Musical Figures under the Words," Source Readings in Music 
Histori, selected and anotated by Oliver Strunk {New York: W. W. orton and Company, Inc., 1950), pp. 260-261. 
5. Syllables not customarily placed below notes 
Lmmediately following a dotted figure when these are 
valued at less than the dot {as J •' following 0· , or 
I )' following d · ) ; the same holding true for the figure 
immediately following the short notes . 
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s. If necessary to place a syllable under a semiminim, 
a sfl lable also permissible below the following figure . 
7. A syllable necessarily assigned to the first figure 
at the beginning of the composition or after a rest in the 
middle. 
8. No repetition of word or syllable in plainsong 
[not applicable here] ; repetition tolerated sometimes in 
figured music, but only of some part of speech Whose sense 
is complete {not of syllable or word). 
9. The privilege of adapting the penultimate syllable 
to a number of small musical figures--two, three, or more--
provided that it be long and not short . 
10. The final syllable of speech below the final figure 
of the composition. 
The writer has tried to adhere to these rules as much 
as possible. In addition, there are a few suggestions which 
Angles has applied in the transcription of Spanish polyphonic 
music which have also been observed here . Obviously, Rules l 
and 8 above cannot both be rigidly adhered to in a movement 
like the Kyrie, which has perhaps ten times as many notes as 
syllables. In music which is perforce melismatic, a new 
syllable has been applied at least to the second of two 
repeated notes (with the exception noted below). Imitative 
passages have been similarly treated--that is, the writer has 
been careful to avoid such effects as misere- - -re and 
mise---rere in two proximate voices in imitation. The same 
holds for sequence and for the cadences . High and low points 
have been factors considered in the assignment of text. 
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The exception to the assignment of a new syllable to 
the second of two repeated notes has to do with what was 
known as the repercussa in pre-reservata music. It consists 
of two closely repeated notes, where the second is to be heard 
but no new syllable introduced. The repercussa abounds in 
compositions of the Franco-Flemish composers up to the time 
of Joaquin . Not only is it found in Pefialosa, but also in 
later Masses, such as those of Morales. 
End of Second Agnus Dei - Missa L'homme arme 
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The asterisks (H) indicate the repercussa. · (Text in 
longhand was supplied by the editor.) From Monumentos de la 
Musica Eapanola. Vol. XI, Morales : Opera Omnia, I.~ {Higinio 
Angl6s ( ed.). 
It is a practice that should be respected, for it formed an 
integral part of the special technique of singing practiced in 
Spain during that period. 10 
10Angl~s, La Musica ~ la Corte ~ los Reyes Cat6licos, 
p. 138. 
As suggested before, in movements like the Kyrie and 
Agnus, where a short text may appear only once under a mass 
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of notes in the manuscript, the assumption that the composer 
intended a strict limitation to the text given is an unfounded 
assumption. Most editors repeat words or phrases in accord 
with what they believe to have been the prevailing practice. 
The general practice in printed publications is to supply the 
words appearing in the manuscript in ordinary type; words 
added by the editor are printed in italics. In this case, 
the writer has decided to use longhand for words he has added, 
to distinguish them from those originally in the manuscript, 
which are printed. 
It might be interesting to add a word about the 
polyphonic practice during the reign of the Catholic Kings 
in Spain. In their Chapel (and also in the cathedrals) there 
were many chaplains, canons, and others, in the service of 
the Church. In order that they could take an active part in 
the singing of the Mass, they sang the first Kyrie as a chorus 
in Gregorian chant and the Chapel choir alternated polyphoni-
cally. A similar practice was observed relative to the threefold 
Agnus: ir the polyphonic part includes the text of the Agnus 
just once, it indicates that the other two were sung by the 
chorus in Gregorian chant; if the polyphonic part includes 
two texts of the Agnus, only one was sung in Gregorian chant. 
l 
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There was no alternation in the Gloria, and Credo, nor 
11 A ,., 
usually in the Sanctus. s will be observed in Penalosa's 
Mass, the Gregorian choir got to perform the Agnus but once. 
ll Ibid., p. 139. 
CHAPTER V 
GENERAL TREATMENT OF THE CANTUS 
In considering the technical treatment of a cantua 
firmus in a polyphonic Mass or any other form of contrapuntal 
composition, naturally our first step is the isolation of the 
cantua. The correct 11 L'homme arme" text and tune were finally 
discovered some thirty years ago by Dragan Plamenac in a 
15th century manuscript in Naples which contained six 
anonymous Masses erected on the tune ; one verse of the secular 
text was identified with the tune . 1 Prior to that time, 
historians had assumed a version given by Tinctoris to be 
correct, but Michel Brenet discovered this to be a quodlibet 
in which both words and melody of 11Et robinet tu m'as la mort 
donne" are taken from another chanson. 2 (Illustration on 
following page.) 
lsee Otto Gomblisi, 11 Bemerkungen zur 'L'homme arme• - -
Frage," Zeitschrift fur Musikwissenschaft , August-September, 
1928, pp. 609-612, aiidalso Dragan Plamenac, "Miszellen zur 
L'Honnne arme--Frage, 11 Ibid ., March, 1929, pp. 376-383. 
2carol Lewis, "The L'homme arme Mass during the Time 
o:f Dufay and Ockeghem11 (unpublished Master's thesis, Eastman 
School of Music, University of Rochester, 1950) . 
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The correct rendition or the words and the tune are 
as rollows : 
-
6/oiJ:,f on do&Ah - teY1 c/oi6t oh tlou b-te..-: On a fdit ,..~.,-. 
Q~ee cJ,tl.J-Cllh .t e 
tout 
Oh, the man, the man at arms 
Fills the folk with dread alarms . 
Everywhere I hear them wail, 
"Find, if you would breast the gale , 
A good stout coat of mail . " 
Oh, the man, the man a t arms 3 Fills the folk with dread alarms . 
0.~- a/ Fi, e. 
3Transcription and translation of the text from Reese , 
.£E.• cit., p . 73 . 
37 
The sources of the text and the tune as yet remain a 
mystery. According to Aron, Busnois was the composer of the 
tune. This seems unlikely, since earlier composers than 
Busnois, as well as he, wrote Masses on the tune. Strunk 
suggests that Busnois' Ma'ss or a hypothetical chanson setting 
of the tune may have inspired his English contemporary at the 
Burgundian Court, Robert Morton, to write his own polyphonic 
chanson--it is well known that Busnois was highly revered 
and imitated in his day and that Obrecht 1 s 11 L 1homme arme" 
Mass was a "parody" on the Mass of Busnois. 4 But in view 
of the fact that the three-voice setting of the chanson by 
an anonymous composer found in the Mellon Chansonnier seems 
to belong to an earlier age than Busnois, Aron 1 s assumption 
that he was the composer of the tune seems pretty well 
refuted. It is possible that the song is a folk tune. 5 
Whether or not Busnois' "L'homme arm~" Mass was the 
first one written, it is, at least in the treatment of the 
cantus, possibly the least complex. The cantus is simply 
repeated over and over again, with rests between phrases, 
but with almost no interpolation of extraneous matter or 
40liver Strunk, "Origins of the 'L'homme arm~' Mass," 
Bulletin of ~ American Musicological Society, No. 2, 
June, 1937, pp. 25-26. 
5 Reese, loc. cit. 
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• 0 
::r. ~ 
f! l 
• 
~ 
CiiO 
) 
repetition of less than the whole. Only two short omissions 
of part of the cantus occur--the second time it is sung in 
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the Credo--and no extensions of the melody whatever. This, 
however, is varied rhythmically by altering the length of the 
note values. A copy of the Busnois Mass made by a Spanish 
scribe (note the spelling 11 Quirie 11 for "Kyrie" in the 
reproduction, Plate III), of which the writer received a 
microfilm from Barcelona, indicates that it was known in Spain. 
Clendenin notes three periods of thematic and stylistic 
development in the treatment of cantus fir.mus Masses between 
1450 and 1550. 6 The first period, covering roughly the years 
1450 to 1475, would probably include the "L'homme arm~" Masses 
of Dufay, Busnois, Caron, Faugues , Regis, and Ockeghem. In it, 
the cantus is normally carried by one voice at a time (but 
not by the superius). It may be subjected to augmentation, 
diminution, retrograde motion, or melodic inversion. There 
may be modification or transposition of the theme (melodically 
and rhythmically) along with free extensions at the end of 
movements. (But these extensions .are not imitative in 
character nor repetitions of less than integral portions of 
the theme.) Long notes, with long rests in the tenor are 
characteristic. 
6 Clehdenin, ££• cit., pp. 415 ff. 
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Although movements generally begin and end with the 
beginning and end or extension thereof of the theme, sections 
of movements do not necessarily do so. Dufay' s "Christa 
eleison11 section be tins with the four note figure immediately 
following the Fine ("doibt on doubter") on p gge 36, after 
the preceding part of the cantus has been prolonged by an 
extension in the first Kyrie. And Busnois continues right 
on in the second Kyrie where he left off in the first, after 
omitting the tenor voice entirely in the Christa (see repro-
duction of manuscript , Plate III). In the "Q.ui tollis 11 
section, he even begins his tenor with the two notes left 
off a motive in the preceding section: 
End of fi·r-s""tH~If Df Glori~ 
0 r I ... r Q• liJJ 
18 i I'"-S: 1-L I r If Q I e·l 
Th e ~ e 6ei """fof/,c .,olil'e a6ove. 
J 
Ockeghem 1 s sections generally end with the end of 
the cantus, but his first Agnus Dei uses the first half 
while the third Agnus uses the last half after an intervening 
second Agnus with no tenor . 
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The second period, embracing roughly the years 1475 
to 1520, sees a great growth in imitation . Generally, the 
movements open with voices other than the tenor in imitation 
of the opening cantus notes. 
/'1 i ..s..s d J'homme tl~m~- P/errerield R"'e 
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Any voice may carry the cantus, including the superius, which 
precludes disguise of the once secular tune . 
There is a tendency among composers of this period to 
eliminate the extremely long, drawn-out tenor notes and rests 
required to carry the cantus through some of the longer 
movements. This may be done in different ways. In the Mass 
"super voces musicales", Josquin makes use of crab c on and 
thus is able to repeat the cantus in varied form. In the 
11 sexti toni " Mass, he has so embellished the cantus and inter-
woven mew material into it that it becomes unrecognizable . 
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An examination of most of the Masses of this period 
shows that this is the favorite method. (This is true, 
somewhat, also of the Caron and Regis Masses.) Composers do 
not hesitate to alter the melody to suit their purposes. 
Also, it is often used in segments, with other material 
intervening. Some use is made of sequence, although not so 
much as of imitation. 
As a rule, the four notes alluded to earlier as start-
ing the "Christa" section of Dufay's Mass (p. 39) are left 
out of the melody. 
I$ & F f r I J. 
( t/oiJ,f OJt doub - fey_) 
(Most historians leave out the four notes when quoting the 
tune--probably incorrectly so, because while they were not 
used in the majority of the Masses associated with the tune, 
they very likely formed an integral part of the original 
chanson.) This is not true of the Mass by Obrecht, one of the 
outstanding composers of the period; his tenor line is identical 
with that of Busnois except for the inverted crab canon in 
place of Busnois' mirror canon in the Agnus Dei, and hence 
includes the four notes. 
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In the third period (1520-1550) there is still more 
imitation, and a tendency to bandy the cantua around rrom 
voice to voice. Sequential treatment reaches its climax, so 
that the cantua is practically dissolved by it. Oddly enough, 
in Morales and Palestrina, the canti, or at least portions or 
them, are easier to rollow than in some or those highly 
embellished ones or the second period group. There is less 
dirrerentiation among the voices, with melodic material rrom 
the cantua being used and developed in each or them • 
.-./ Penalosa apparently belongs to the second group, although 
he makes considerable use or sequence (see the "Gloria", 
measures 45-50 and Sanctus, m. 84-91). There is also 
considerable bandying around between voices or the cantua. 
In the "Qui tollis 11 section, for example, it goes back and 
forth between tenor and superius and then to the bass. A 
good example of imitation in all rour voices follows in the 
"Quoniam tu solus Sanctus." (Gloria, m. 106-113). 
There is very little in Penalosa's Mass of the cantus 
in long, drawn-out notes. About the only section which has 
them is the second "Agnus Dei," where the cantus is given to 
the superius. Incidentally, this is the only part of the 
Mass which has a dirrerent time signature in one voice rrom 
the rest. The superius employs perfect time (designated 
by O ) as against cut time {C1 ) in the other voices. This has 
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the effect of making a brevis three times as long in this voice 
as it is in the others. The only other parts in perfect time 
are the opening sections of the "Kyrie 11 and th~ "Sanctus." 
Otherwise, the Mass is in cut time (C1. or <f:.> except for a 
short section each in the Gloria and the Credo in proportio 
tripla ( f3) • 
In common with other composers, Penalosa alternates 
voices in pairs with the full four, although his duets are 
comparatively short. The most extended one occurs in the 
11 Sanctus 11 movement at the "Pleni sunt coeli" section. It is 
followed by a trio until the 11 0sanna11 section. In these 
sections unencumbered by the cantus, Penalosa is free to 
indulge in long, sweeping melodic lines in which sequence, 
imitation, and fast-moving runs combine to make up some of 
the most effective parts of the Mass . 
There is but one canon in the Mass. It occurs in the 
first movement, in the 11 Christe 11 section, with the bass 
following the alto line which here sings the cantua at the 
octave: "Christa supra contra altus in diapason." The final 
11Kyrie 11 adds an extra voice to give the Mass the only section 
with five voices. 
As to Penalosa' s means for stretching the c antus through 
the longer movements, he employs not only alternation or 
extension of the melody and interwea~ing of naw material 
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between segments, but sequence as well, as we have seen. 
Rests between segments are usually short--seldom over a brevis 
in length. Generally, and this is t rue of other composers, 
the opening statement of the cantus i n a movement is relatively 
free from alteration (except rhythmically, where, of course, 
it depends on the meter employed). Then it is disguised by 
various devices to avoid monotony. It may reappear later in 
straight form again. 
As an example, we might exrunine the treatment of the 
cantus in the Gloria. It is first heard in the Altus (measures 
1-29) almost without change, save for the extension on the 
opening statement. Then the tenor takes it in altered 
rhythmic and melodic form (m. 30-46) until it is almost lost 
in imitation and sequence (m. 40-52) . It is regained (m. 56-61) 
before the end of the section, which closes with sequential 
material similar to the four note figure following the opening 
statement . In the "Qui tollis" section, Penalosa interweaves 
new material in duet form (and imitation) between sections of 
the cantus. The latter is disguised by shifting around between 
voices, often in transposed segments, until it reappears 
straight in correct triple time in the tenor voice at the end 
of the movement (m. 126-137). 
In the first movement, Penalosa has treated the cantus 
in a manner which is unique. At first glance, it appears that 
he has alternated each segment of the cantus with a syncopated 
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version of itself. On inspection, however, it becomes 
evident that each segment is repeated in diminution of one-half. 
This is true throughout the first Kyrie which uses the first 
half of the cantus. The Christe gives a similar effect with 
two-thirds diminution (through coloration) and then straight 
repetition. The last phrase of the second half of the cantus 
(see p. 36) is heard four times because of the canon between 
alto and bass (m. 30-45). The second Kyrie uses the cantus, 
very slightly embellished, without DaCapo. The omission of 
the DaCapo is quite consistent with later composers. 
These, in brief, are some of the salient aspe cts of 
Penalosa's treatment of the cantus firmus , as compared with 
that of other composers. Next, we shall see how he deals 
with the other voices. 
r 
CHAPTER VI 
STYLISTIC ANALYSIS OF THE VOICES 
Because of the considerable amount of imitation 
occurring in the "L 'homme arm~ 11 Mass of Penalosa, the cantus 
is inextricably bound up with the other voices. Also, because 
of the amount of sequential treatment of both cantus and non-
cantua motives, the cantus is difficult to follow. It occurs 
no less thm 16 times in the Mass, usually disguised by 
alteration, sequence, and parceling out among the various 
voices, often with transposition of different segments. In 
the Credo alone it occurs six times, bandied about from voice 
to voice. 
It is almost as though we were confronted by a theme 
with variations. It might be given in duple measure, 
lengthened by embellishments and extensions. Or it might 
be given in triple measure in ~uick time (Gloria, m. 126-137; 
and Credo, m. 161-174) . Or again, it might be telescoped into 
several voices by s tretto (Credo, "Et in spiri tum", m. 148-152). 
As in other Masses of the period, the four note figure in the 
middle of the tune is left out. And the Da Capo is generally 
not taken. 
Although the Mass is indeed full of imitation, oddly 
enough not one of the movements opens with a semblance of the 
cantua in any more than one voice . Nor is there a head 
motive or motto which recurs in each movement, and which 
composers such as Dufay, Busnois, Josquin, and others used 
to give their works organic unity. Busnois uses this motto 
in the superius at the beginning of each movement: 
!$b i o·l ; cJ · J I~ f- r I e 
( TA;.s t= .. H beobtte.rveo/ /,.. t J,e- o .,..;_y ;,.~ / 
noTtJt"lun t'n t-l,c..pt,uucu r- irf"e-of1_pf~tefii) 
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Rather, Penalosa relies on the cantus itself to identify the 
beginning of each of the five movements with the "L'homme 
arm~". In no case is the cantus entrance delayed more than 
a brevis in length. In both Gloria and Credo it forms a short 
duet with another voice. 
Incidentally, these are the only portions of the Mass 
consisting of less than four voices that contain more than a 
hint of the cantus . Towards the end of the "Pleni sunt coeli" 
section of the "Sanctus" one of the motives of the tune is 
heard (measures 76-81 in the Alto) . This is one of the finest 
sections of the Mass. It starts with imitation between bass 
and alto, and is soon joined by the superius. Imitation and 
sequence, marked by a rhythmic drive that increases in tempo 
and excitement towards the end, bring the section to a glorious 
climax on the final 11 Amen. 11 The stirring effect is repeated 
again on the trio which constitutes the "Benedictus 11 a.fter 
the tr Os anna. 11 Here the bass leaps up an octave at t he end 
to conclude on an exalted .fi.fth between the alto and the 
superius (m. 183-186). 
48 
In looking at the general style of the melody through-
out the Mass, one is struck with the ~ast di.f.ference to be 
.found in the di.f.ferent movements. Mention was made in the 
second chapter (p. 13)of the predilection Spanish composers 
had .for copying the style o.f the Franco-Flemish composers in 
the Kyrie, Sanctus, and Agnus sections o.f the Mass, while 
maintaining their own style in the Gloria and Credo. The 
opening line o.f Tinctoris' Gloria might be g i ven to show the 
contrast with that o.f Penalosa: 
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However, the melodic style to be .found in the limited 
"""" tex t movements o.f Penalosa's Mass approaches more that o.f 
Obrecht and Josquin, characterized by motion beginning on 
the o.f.fbeat and by rapid diatonic passages. Buko.fzer speaks 
o.f Obrecht's lines as being robust and earthy and virile. 
He .finds that the melodic vitality is due to a thoroughly 
patterned organization relying essentially on melodic sequence 
and even direct repeats of identical or slightly varied ideas . 1 
lBuko.fzer, Studies in Medieval and Renaissance Music 
(New York: W. W. Norton & COmpany , Inc:;-1950) p . 293. 
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The same may be said for Penalosa's melodic lines. Especially 
is this true in the passages with fewer than four voices . 
As for melodic intervals used, fourths, fifths , and 
octaves are common. This writer has not observed any leap of 
a sixth, but Pehalosa does not hesitate to take a seventh in 
two leaps (see Gloria, m. 31, bass line, 11 agimus tibi"). 
Harmonically, he relies mainly on the triad in root position 
or in first inversion, with the two lowest voices often 
exchanging position in the chord (see the Kyrie, m. 5-7) . 
Augmented fourths and diminished fifths are frequently 
employed and seem to receive no special care. 
In the Gloria and especially in the Credo, there is 
a great tendency towards repeated notes, due, of course, to 
the short textural phrases. There are as many as five each 
in bass and superius in measures 183 and 184 of the Credo. 
These often start on the offbeat, after a short rest ( "7.r.l',r(J). 
Incidentally, the short rests nearly always are on the beat , 
imparting a forward propelling impulse to the notes following . 
The passage just cited seems to give an impression of second 
inversion triadic harmony--a very unlikely occurrence in music 
of that period. It does not fall on the beat , however . 
Another means of creating an impulse forward is the 
use of dissonance, especially in preparation for the cadences . 
These come fairly fre quently, and ar e generally approached 
through a tonic chord going to the dominant with the leading 
tone delayed. 
The final chord may b e a triad or root and fifth. In duets 
or trios, cadences are usually of the VII6-I form. 
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In common with the practice of a majority of composers 
,...., 
of the period, Penalosa uses rather artificial means to avoid 
breaking the contrapuntal rules. Parallel fifths are avoided 
by transferring one of the notes in the second fifth to another 
voice, or by anticipating it or interposing a short note a 
third away. To the ear, of course, the fifths would sound 
parallel, anyway. 
I ""'t I I'-
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Parallel fifths do not occur in writing on the strong beats . 
There are instances of them, however, in quick time on the 
offbeat. Even more unusual is the simultaneous occurrence 
of parallel fifths and unisons. (See Agnus Dei, m. 32). 
The same is true of dissonances caused by passing tones or 
cambiata. Since the overall range is limited, there is 
frequent crossing of parts; the tenor, and even the alto, 
often become the bass temporarily. 
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Although Penalosa's music is essentially polyphonic, 
and thebass line receives its due share of interest, there is 
also a strong sense of harmonic drive. This drive receives 
its force from the cadences, which occur, as we saw,with 
relative frequency. The intervals between them are not unduly 
short, however. For the most part, they are long enough to 
afford the singers the pleasure of executing a well-arched 
line without overtaxing their breath. Judging from its 
appearance, it would be exciting to sing the Sanctus. 
There is one other feature of Penalosa's style that 
deserves mention because it is in a sense unique. It is the 
way he makes use of the unison. Evidentally he likes to hear 
the same note sung by different voices consecutively. Thus, 
in the third bar of the Kyrie, he has two consecutive unisons 
serving as consonances between the superius and altus with 
passing notes between. 
But even more striking a use of the unison than as a 
means of consecutive concords is the insistent percussive 
sounding of the same note after the final chord of a movement 
o~ section has been reached and is being sustained. In both 
Kyries, the particular note which is repeated is already being 
sustained by one of the other voices. 
-
..... . .. - ~ 
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Perhaps as a final word, a remark or two could be made 
"" regarding Penalosa's treatment of the text. It is not intended 
to show a detailed analysis of how the complete text is 
disposed, or on what words succeeding entries of the cantua 
make their appearance. ,../ In general, Penalosa 1 s treatment of 
the text in the Gloria and Credo is similar to that of other 
composers, with rather chorded style on such words as 
"Laudamus te, benedicimus te, et incarnatus est." Rather, 
the thought was that it might be interesting to point out 
certain words that receive prominence, or perhaps more strange, 
that lack it. 
For example, 11 Passus et sepultus est," and 11Et 
ressurexi t 11 occur on identical passages of the cantus, and 
are treated similarly, in direct contrast to what has been 
the practice of composers since then. The sections he chooses 
for the proportio tertia at a rapid pace are "Cum Sancto 
Spiritu" in the Gloria, and the "Qui cum Patre et Filio" in 
the Credo; the duple time is resumed with "Qui locutus est 
per prophetas." 
Altogether, we have here, at least on paper, a highly 
interesting and in parts skillfully composed and musical 
example of the "L'homme arm~" Mass. 
CHAPTER VII 
SUMMARY 
During the previous discussion, nothing has been said 
about the probabl~ date of Penalosa's Mass or where it was 
written. This is a matter about which the writer professes 
almost complete ignorance. 
There are certain stylistic features in the Mass, like 
the wide use of imitation and sequence, that make it seem of 
late production, perhaps during or after Penalosa's stay in 
Italy. 
The fact, however, that the only known manuscript extant 
of the Mass is in the archives of the Cathedral of Tarazona1 
would seem to argue against its having been written and 
performed in Rome . Could it have been written in Spain after 
his return from Rome? ~ Penalosa apparently spent the remainder 
of his life in Seville after his association with Pope Leo X 
in Italy. Yet, Seville has no record of the Mass. The 
conclusion on the basis of the limited external evidence 
available is that the Mass was written during Penalosa's 
~The microfilm rrom ~ich this transcription was made 
is a negative of the microfilm made of the Mass and which has 
been kept for many years in the Central Library at Barcelona . 
The copies of the manuscript shown are prints made from a 
negative of this microfilm, that is a result of four steps in 
the process of reproduction. 
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employ with King Ferdinand, probably in the first or second 
decade of the sixteenth century. This is pure conjecture, 
A/ 
and until the facts of Penalosa's life are better known, the 
date and place of its creation will not be determined with 
certainty. 
On the basis of internal evidence, the Mass is less 
related to the florid but non-imitative style of the Burgundians 
and early Franco-Flemings, such as Dufay and Ockeghem, whose 
style Penalosa undoubtedly knew well, than to that of the later 
ones such as Obrecht and Josquin. Their works are also widely 
found in Spain, and possibly Penalosa may have known at least 
one of Josquin Is "L 'homme arme II Masses. But even some composers 
of this period, such as Pierre de la Rue, ho mean musician, do 
not display the imitation in highly stretto form that Penalosa 
does. Witness the second Agnus Dei, which is built largely on 
imitation and sequence. And in the matter of sequence, Penalosa 
goes beyond most of the early sixteenth century composers and 
approaches such as his compatriot Morales. 
All of this speaks highly of Penalosa as a skilled 
craftsman and a musician of high rank. No attempt is being 
made to put him on a pedestal which he does not merit. He may 
not be a Josquin. Some of the Mass looks a bit on the labored 
side--as though the main attempt were to avoid successive fifths 
or octaves in going from one harmonic chord to another. But 
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certain sections, notably the last two movements, appear (the 
writer has not had an opportunity to hear the Mass) as though 
they would be exciting to sing and hear. Witness again the 
closing measures or the Mass--the rhythmic drive in closely-
packed, upward-running sequential passages '(one or vh ich 
encompasses a rull eleventh), the upward octave leap or the 
bass on the rinal chord, and the added third above in the 
superius after a brief rest to gather strength ror the 
rull triad. 
In the manner or ending the movements, we apparently 
have a technique that is characteristic or Penalosa. Every 
one or the movements save the last ends with a note that is 
repeated arter the other notes or the chord have sounded and 
are being sustained. In the last, the delayed note comes on 
the beat and needs to be heard but once, for it is the only 
third in the chord. In this device coming arter the cadence, 
and in the repeated use of the unison as a concord, we seem to 
have characteristics that are unique; few other composers have 
used them so consistently. 
As a rule, Penalosa does not resort to musical tricks 
for their own sake. He indulges in a little colorationwhich 
seems needless, but as for trick canons and transposed modes, 
they are lert out. The mode throughout is Mixolydian, with a 
strong reeling of being in the major mode. Because or the 
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frequency with which the second half of the cantus is 
transposed, the final note of it, which normally is the fifth 
degree of the scale, is sometimes treated as the supertonic 
(see the end of the Mass); sometimes even as the tonic 
(Credo, measure 173). 
As was stated in the last chapter, the Kyrie repeats 
each section of the cantus in diminution, but this is an 
integral part of the structure of the composition. And the 
unorthodox (if they may be called such) endings are a real 
culmination of the religious fervor expressed in praise of 
God. 
For there is no question that the Mass was intended to 
be used in the sacred liturgy of the Church. It is the 
writer's hope that this transcription may be used, not 
liturgically, but to afford singers a chance to perform and 
become better acquainted with what one of the masters of his 
day could do with a secular melody in clothing it with sacred 
garb. To the Renaissance mind, there was little distinction 
between sacred and secular, so no irreverence was involved. 
The 11 L 'homm.e arm~" tune was used by some of the most pious 
men in the Church as a vehicle for the sacre.d Mass, and they 
intended that it should be sung. There is hardly any doubt 
that Pehalosa's Mass was for strictly vocal use. It was 
intended for what has always been regarded as the most 
suitable instrument for the worship of God--the human voice. 
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ABSTRACT 
, -OF THE L'HOMME ARME MASS OF PENALOSA 
Vocal polyphony during the "Golden Age" under the 
Catholic kings of Spain already possessed a tradition of 
several centuries of practice and was on a par with that of 
the rest of the continent. The musical culture, both sacred 
and secular, of the period is best to be found in the royal 
courts rather than in the cathedrals. The twin courts of 
Castile and Aragon each maintained its separate Chapel and 
attracted the best singers and composers of the land to its 
choir. After the death of Queen Isabella in 1504 the two 
Chapels were fused into the Royal Chapel of Spain. 
The music of the great Franco-Flemish masters of the 
15th century was well known and performed during the reign 
of the Catholic kings. Indeed, the predecessors of King 
Ferdinand of Aragon had sought to attract the best singers 
from outside of Spain, and his grandson and successor Em-
peror Charles V brought a whole Flemish Chapel choir to Spain 
with him. But during the reign of Ferdinand and Isabella the 
court singers and organists were all Spaniards. 
It was probably during this time that Francisco de 
Peflalosa wrote his "L'homme arme" Mass on the widely known 
secular tune. There is no record of the Mass in Italy whi-
ther Penalosa went probably after the death of King Ferdinand 
in 1516, nor in Seville where he apparently spent the remain-
der of his life after his return to Spain. The only known 
manuscript of the Mass is in the archives of the Cathedral 
of Tarazona, which houses the bulk of his preserved sacred 
works. 
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Penalosa was born about 1470 and became a singer of 
King Ferdinand's Aragonese Chapel in 1498. He seems to have 
remained in the king's employ until the latter's death in 
1516, although he is mentioned as canon of Seville in 1513. 
His death occurred in 1528 or 1535 according to different 
views of scholars; some place it even later. 
Penalosa was no mean composer, as an examination of 
his works will show. Though he was influenced by the great 
masters of the Low Countries who were universally revered as 
the princes of music, he revealed in his work a skilled craft-
manship and a high degree of originality. He knew how to 
fuse the florid Flemish style with the national spirit of the 
nascent Spanish a cappella polyphony. 
His'~'homme arme" Mass itself appears most closely 
related to the ones of the period of Obrecht and Josquin. 
In this period the carrying of the cantus by one voice alone 
has been dropped, and any voice may sing it, including the 
topmost one. This suggests that there was no longer any 
need to disguise the secular tune, and that it had acquired 
a quasi-religious mantle by long association with sacred 
works. It is interesting to note that while some forty known 
Masses with the tune as cantus exist today, only five secu-
lar polyphonic settings of the tune have so far been disco-
vered. 
Another characteristic of the period is the marked 
growth in the use of imitation over that of the preceding 
generation. This may extend to portions of the cantus it-
self as well as to the counterpoint written against it. 
Penalosa shares strongly in this practice. He also avoids 
monotony in the repetition of the cantus over and over in 
the longer movements by altering it with embellishment, or 
by interweaving other material between segments of it, or 
by bandying it around from one voice to another. 
This characteristic is perhaps more common to a later 
period of development than to the Obrecht-Josquin era. So 
is the amount of sequential treatment he employs in addition 
to imitation, such that the cantus sometime becomes lost in it. 
Penalosa does not employ any trick canons in this Mass. 
The one canon in it is at the lower octave and occurs in the 
Christe section. Coloration and tricky off beat triple 
rhythms are sparingly used. 
The florid type melody so beloved by the Flemish com-
posers which Spaniards eschewed in their secular writings but 
tended to copy in the Kyrie, Sanctus, and Agnus portions of 
the Mass, is not particularly noticeable in Pe~alosa. Rather, 
his melodies derive vitality and drive from a pattern based 
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on sequence, generally starting on an upbeat after a short 
rest. This is true especially in the trio portions of the 
Sanctus and in the final movement. In this respect he re-
sembles Josquin and Obrecht more than other composers of his 
age. Another forward impelling force is to be found in his 
skillful use of consonance and dissonance, based on suspen-
sions, and determined largely by his regularly recurring 
cadences. 
In common with other composers of his period he drops 
the four note figure occuring in the middle of the chanson 
tune on the repetition of the words "doibt on doubter." He 
seldom employs the Da Capo of the tune, so that the cantus 
generally ends on the fifth note of the scale. Sometimes the 
last part is transposed so that it ends on the supertonic or 
tonic. 
Most of the Mass is for our voices. The Gloria and 
Credo employ short duet openings; the Sanctus has two trios 
where the cantus is omitted, and the inventive powers of 
Penalosa are given full play; and the second Kyrie adds an 
extra voice to make five. The tempo is mostly alla breve, 
with the Kyrie and Sanctus opening in perfect time and going 
into alla breve after the first section. There are two 
short sections in proportio tripla. 
Penalosa differs from most of his contemporaties in 
not employing imitation of the cantus or in making use of a 
head motto at the beginning of his movements. He relies for 
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organic unity on the theme itself, which nowhere is delayed 
more than a brevis in making its appearance . His treatment 
of the cantus in the f irst Kyrie is unique : each motive 
stated is followed by a diminution of itself . 
Unique too, or at least unusual, is his habit of re-
peating a note in one voice after the final chord of a sec-
tion has been reached . This is particularly exciting when as 
in the close of the Sanctus the bass has leapt up an octave 
across the alto note to end between sopnano and alto . 
Few difficulties were encountered in the transcription 
of the Mass . In places where the manuscript was poor , align-
ment of the voi ces was settled by harmonic results . As is 
usual in editions of this kind, the most difficult part was 
the underlaying of the text . Although the writer availed 
himself of several guides in the matter, he must confess that 
the result is partly subjective . 
The Mass looks highly interesting in places, notably 
the last two movements . It may not be on a par with Josquin's 
best work, but if it is a criterion of what Spanish polyphony 
of the era was like, a hidden treasure certainly is waiting 
for him who cares to explore it . 
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